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Steven Ansell, viola
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Michael Reynolds, cello
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Linda Toote, fl ute
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  April 11, 2017
 Tsai Performance Center 
String Quartet, Op. 3                Alban Berg
   I. Langsam              (1885-1935)
   II. Mäßige viertel
Flute Quartet No. 1 in D major, K. 285          Wolfgang Amadeus Mozart
   I. Allegro               (1756-1791)
   II. Adagio
   III. Rondeau
Linda Toote, fl ute
Intermission
String Quartet No. 13, Op. 106       Antonín Dvořák
   I. Allegro moderato              (1841-1904)
   II. Adagio ma non troppo
   III. Molto vivace
   IV. Finale. Andante sostenuto – Allegro con fuoco
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MUIR STRING QUARTET
Peter Zazofsky, violin
Lucia Lin, violin
Steven Ansell, viola
Michael Reynolds, cello
   In its 38th season in 2016-2017, The Muir String Quartet has long been acknowledged 
as one of the world’s most powerful and insightful ensembles, distinguishing itself among 
audiences and critics with its “exhilarating involvement” (Boston Globe), ”impeccable voicing 
and intonation” (San Francisco Examiner) and “unbridled musicality” (American Record Guide).
   Winner of the 1981 Naumburg Chamber Music Award and 1980 Evian International String 
Quartet Competition, the Muir String Quartet fi rst appeared on the scene in 1980, and was 
greeted with rave reviews and an extensive feature in the New Yorker. The quartet was also 
featured on the internationally acclaimed PBS broadcast, In Performance at the White House 
for President and Mrs. Reagan. Formed in 1979 following graduation from the Curtis Institute 
of Music, the Muir String Quartet’s principal chamber music teachers were Felix Galimir and 
members of the Guarneri and Budapest Quartets.
   Some of the awards Muir has garnered include a Grammy (Beethoven Quartets Op. 132 and 
Grosse Fuge/EcoClassics), a Grammy nomination (Mozart and Brahms Clarinet Quintets/
EcoClassics with Mitchell Lurie), two Grand Prix du Disques, and the Gramophone Award. 
In its commitment to advancing contemporary American music, the Muir Quartet has had 
commissioned works written for them by such distinguished composers as Joan Tower (Night 
Fields), Sheila Silver (From Darkness Emerging), Richard Danielpour (Shadow Dances and 
Psalms of Sorrow - featured on CBS Sunday Morning), Richard Wilson (Third String Quartet), 
and Charles Fussell (Being Music - based on poetry of Walt Whitmen). The quartet also 
gave the World Premiere performance of the Native American collaborative work, Circle of 
Faith, featured on National Public Radio. Other premiered works include those by esteemed 
American composers Richard Danielpour (Feast of Fools - for bassoon and string quartet), 
Lucas Foss (String Quartet #4), Ezra Laderman (String Quartets #9 and #10), Joelle Wallach 
(String Quartet #3), and Ronald Perera’s fi rst Quartet. Recent commissions include a new 
piano quartet and bassoon quintet by Joan Tower and a clarinet quintet by Chris Brubeck. 
During the past few seasons, the Quartet performed the complete Bartok Quartets in various 
settings, the Beethoven Cycle at Rhode Island College in celebration of 20 years of concerts 
there, and performances throughout North America and China. During 2013-2014, the Quartet 
began a multi-year retrospective of many of the Haydn Quartets, along with works from the 
New Viennese school, and Eastern European composers including Janacek and Dvorak. The 
Muir’s recording of the Kreisler, Berg Op. 3 and Schulhoff  5 Pieces was recently released on 
the KidsClassics label; proceeds benefi t Classics for Kids Foundation’s grant programs serving 
young string players around America and beyond. The Muir will record the Dvorak and Brahms 
Piano Quintets on KidsClassics during 2015-2016.
   The Muir Quartet has been in residence at Boston University’s College of Fine Arts since 
1983, and gives annual summer workshops at the Boston University Tanglewood Institute 
(BUTI). The Muir Quartet has also given master classes at schools worldwide, including the 
Eastman School of Music, the Curtis Institute, Oberlin Conservatory, the Shepherd School of 
Music at Rice University, and all of the major conservatories in China. Since 1989, the Muir has 
presented the Emerging Quartets and Composers Program in Utah with eminent composer 
Joan Tower.
www.muirstringquartet.org
Linda Toote, fl ute
   A native of New York, Linda Toote is the Principal Flutist of the Boston Lyric Opera. 
A frequent performer with the Boston Symphony and the Boston Pops and Esplanade 
Orchestras, she has also appeared as soloist with these groups on several occasions. She has 
held Principal Flute positions with the Tampa, Atlanta and Milwaukee Symphony Orchestras, 
and the Santa Fe and Lake George Opera Orchestras. Ongoing invitations from the Baltimore, 
Detroit and St. Louis Symphonies have included recording and touring with these orchestras. 
She was recently engaged by the Boston Symphony Orchestra for a tour of European festivals.
   Ms. Toote is the full time fl ute instructor at Boston University, Director of Woodwind 
Chamber Music and serves as the Woodwind Coordinator. She has been repeatedly engaged 
by the ARIA International Academy during the summer months and has been an invited 
guest recitalist and clinician at the Northern California Flute Camp. She has coached chamber 
music and masterclasses at the Tanglewood Music Center and serves as Director of the 
Flute Workshop of Boston University’s Tanglewood Institute. Ms. Toote has collaborated with 
the Muir Quartet in a residency of the composer Joan Tower at Boston University and has 
performed as soloist with both the Boston University Wind Ensemble and with the Boston 
University Chamber Orchestra.
   In addition to serving as the Program Chair and Board Member for the National Flute 
Association, she has made convention appearances as soloist and clinician at events in Dallas, 
Washington D.C., Albuquerque, Chicago, Philadelphia, Anaheim and Charlotte. Most recently 
she premiered a concerto for both fl ute and piccolo composed by her Boston University 
colleague Martin Amlin at the convention held in Las Vegas in 2013. She is a frequent 
contributor to both the Flutist Quarterly and Flute Talk Magazine.
   Her recordings include many symphonic works with the Atlanta Symphony on the Telarc 
label and works of many genres with the Boston Symphony and Boston Pops Orchestras.
   A graduate of the Mannes College of Music, where she studied with John Wion, Ms. Toote 
was also a student of Thomas Nyfenger at Yale University. Ms. Toote performs on a Braun 
piccolo and a Brannen silver fl ute with a Louis Lot headjoint dating from the nineteenth 
century.
last movement, which becomes exuberantly joyful with the arrival of the Allegro con fuoco. The 
movement is principally a cyclical Rondo with multiple recurring outer and inner episodes. In this 
Finale of varying emotional intensity, strength and vigor, the principal theme is presented in 
augmentation before it appears in its intended tempo. Traditionally, the technique of 
augmentation (statement of a theme in longer note values than in its original conception) is used 
after a theme has been presented. Dvořák introduces melodies from the fi rst movement which 
suggests a sense of unifi cation for the quartet. A Czech exuberance brings Dvořák’s last string 
quartet to a rousing conclusion. Op.106 was fi rst performed by the Bohemian Quartet in Prague 
on October 9, 1896. 
“Dvořák must be placed among the most richly gifted and versatile composers of the 19th century. Truly, 
like Haydn, Mozart and Schubert, he was of the race of those divinely blest and naïvely inspired leaders 
whose thoughts and emotions manifest themselves spontaneously in musical forms, and whose 
musical imagination gives itself out in an inexhaustible wealth of pure, fresh and fascinating ideas, in 
melody, harmony and rhythm. He seemed to be a late off spring of the masters just mentioned, and his 
nature, fundamentally simple and unsophisticated, was nevertheless innately intelligent, perceptive 
and witty, robust and fresh, tenderly emotional and gifted. He had an ardent love of nature, a fi rm and 
simple faith in God, a joyous optimistic outlook on life. Such was his disposition, which during his whole 
life always preserved the typical features of the simple peasant origin that colored his personality and 
his work.” [Music Historian Otakar Sourek] 
    — Notes copyright © 2017 by Lynne S. Mazza
   Coming from Slavic peasant stock, Antonín Dvořák was born in the Bohemian area which 
would become Czechoslovakia (now the Czech Republic). Antonín’s father wanted his son, the 
eldest of nine children, to follow his trade as a butcher and innkeeper, but music was the course 
chosen. Dvořák openly acknowledged the strong infl uence of his late-Romantic contemporaries, 
as well as the enormous debt to earlier masters, particularly Mozart and Schubert. “It is a fact 
that most contemporaries infl uence each other, whether they want to or not. This is one of 
nature’s eternal laws to which we are all subject.” [Composer Edvard Grieg, 1843-1907] The 
most potent and longlasting connection was with his friend and mentor Johannes Brahms (1833-
1897). The close association between Brahms and his music publishers was a major asset to 
Dvořák’s successful career. Dvořák was a gentle man who retained, all his life, a love for his 
country and the peasant ways of life. In his later years Dvořák wrote: “Although I have moved 
about in the great world of music, I shall remain what I have always been—a simple Czech 
musician.” His passions were music, of course, the company of friends, the pleasures of country 
life, caring for his pigeons and a childlike fascination with railroads. He visited the Franz Josef Rail
road Station (in Prague) regularly— overwhelmed by the great “iron wagons.” Milton Cross 
(1897-1975), well-known musicologist and commentator for the Metropolitan Opera Broadcasts, 
noted: “To the end of his days he remained shy, uncomfortable in the presence of those he 
regarded as his social superiors, and frequently remiss in his social behavior. He was never 
completely at ease in large cities, with the demands they made on him. He had a pathological 
fear of city streets and would hesitate to cross a busy thoroughfare if a friend was not with him. 
He was happiest when he was close to the soil, taking long, solitary walks in the hills and forests 
of the Bohemia he loved so deeply. He was by no means a recluse. In the company of his intimate 
friends, particularly after a few beers, he was voluble, gregarious, expansive and good-humored.” 
Dvořák’s music refl ects a very personal inner image. “He remained throughout his entire creative 
span the happiest and least neurotic of the late Romantics. With Handel and Haydn, he is the 
healthiest of all composers.” [Distinguished music critic Harold Schoenberg (1915-2003)] 
   Bedřich Smetana (1824-1884) greatly infl uenced Dvořák’s compositional style. Smetana’s 
patriotism was infectious and awakened Dvořák’s interest in the folk idiom. As a rule, he did not 
quote folk tunes in his compositions, but chose rather to incorporate traditional rhythmic 
patterns and melodic phrasing of Slavonic folk music. Throughout his creative life, Dvořák 
exhibited a special interest in chamber music. Between 1861 and 1895 his contribution to the 
literature included fourteen string quartets, two piano quintets, four piano trios, two piano 
quartets, a viola quintet, a string sextet, a string trio and other miscellaneous chamber works. His 
practical experience as a viola player developed an invaluable appreciation for the importance of 
the individual voices in chamber music ensembles. 
   Dvořák composed Op.106 after returning to Prague following his years in America. Just before 
leaving New York in 1895, he began composing another string quartet (Op.105), but did not 
complete it until after fi nishing Op.106. Both were published in 1896, but Dvořák chose not to 
alter the opus numbers to more accurately refl ect the time of composition. It is not uncommon 
for opus numbers not to conform to the order of composition (more recent catalogues focus on 
correcting these inconsistencies). Much of Dvořák’s music after his exposure to American 
“sounds,” folk music refl ects this infl uence. This String Quartet in G major, however, is more 
classical and particularly Czech by nature, thus revealing his joy in returning to his native 
homeland. 
   The fi rst movement of Op.106 is harmonically ambitious and masterfully constructed. The 
Adagio, ma non troppo, an incredibly sentimental and introspective movement, grows out of an 
extraordinarily beautiful and poignant song characterized by a deeply Slavic sentiment; the 
melancholy song is introduced by the violin. Cast in a theme and variations, Dvořák off ers a 
variety of moods on the subject with assorted colors, alternating between major and minor 
tonalities. The fi nal version of the theme, marked grandioso, presents an impressive sonorous 
eff ect. The third movement, although not so marked, is a scherzo with two trios. It exhibits both 
rhythmic energy and lyrical beauty. A particularly beautiful moment is the gentle duet between 
the fi rst violin and viola which opens the trio. A short introduction in moderate tempo opens the 
Quartet for Strings, Op. 3 (1910)
ALBAN BERG [1885-1935]
[Duration: ca. 22 minutes]
“Romanticism had an ambivalent relationship with the notion of impermanence, creating the idea of 
death as a kind of erotic fulfi lment. Berg was heir to the Romantic era traditions through serialism, 
the new method of composition developed by his teacher Arnold Schoenberg. He uses the serial method 
to create a sense of unresolvable longing and a vivid sense of instrumental gesture and color. For Arnold 
Schoenberg and his pupils Alban Berg and Anton Webern, atonality – music with no reference to 
traditional keys – was a logical step but potentially chaotic; Schoenberg developed the twelve-note 
serial method, which aims to keep all twelve notes in equal circulation, as a way of organizing it. For 
Berg, atonality and serialism were far from cool, cerebral ways of ordering sound.” 
[Music historian Gordon Kerry]
   At the end of the 19th century, dominance of the Germanic school of romantic music 
(Mendelssohn, Brahms, Schumann, Dvořák, Wagner, Bruckner and Mahler) began to fade. 
Though popularity with audiences wasn’t lost, composers around the world felt the need for 
meaningful change. Romantic compositions had become too vast, too emotionally 
overwhelming, too harmonically expanded, too individual. Charles Ives (1874-1954) in America, 
Bartók (1881-1945) in Hungary, Debussy (1862- 1918) in France and Stravinsky (1882-1971) from 
Russia, for example, all started to experiment with their own “new” musical language; the most 
radical attempt came with Arnold Schoenberg (1874-1951), his pupils Berg and Anton Webern 
(1883-1945) and the 12-tone system (music system developed by the mathematics of the twelve 
chromatic tones of the western scale). A disciple of Arnold Schoenberg (1874-1951), Berg was 
the most romantic of the Viennese modernists — “the Puccini of 12-note music,” as he was 
dubbed (not altogether fl atteringly) by some of his contemporaries. Schoenberg saw a refl ection 
of himself in his prize pupil. “Alban,” he wrote, “had a burning desire to express himself no longer 
in the classical forms, harmonies, and melodic forms and their proper schemata of 
accompaniment, but in a manner in accordance with the times, and with his own personality.” 
Berg’s music, both freely atonal and 12-tone, stands out for its sensuality and rhapsodic lyricism. 
Berg’s fi rst string quartet dates from 1910, the year he graduated from Schoenberg’s class; his 
second quartet, the Lyric Suite, followed in the mid-1920s. Berg came to Schoenberg in 1904 
(age 19) to study composition. His music education prior to that had been negligible. His father 
had recently died and Schoenberg became his teacher, mentor and probably a father fi gure. 
He progressed quickly and by the end of the decade, still partly under the guidance of his 
teacher, he produced this string quartet. Nobody could deny that it is saturated with emotional 
power. Of the three members of the “Second Viennese School,” as they were called, he would be 
the most lyrical (“First Viennese School” was Haydn, Mozart and Beethoven). 
   Op. 3 is both an homage to his teacher and a declaration of independence. Schoenberg stated 
that the work “surprised me in the most unbelievable way by the fullness and unconstraint of 
its musical language, the strength and sureness of its presentation, its careful working and 
signifi cant originality.” The Quartet was not published until 1920, at Berg’s own expense. The 
turning point in his career came with a well-received performance three years later at a 
contemporary music festival in Salzburg (it was poorly received at the premier). “The general 
opinion was that I carried off  the prize,” he reported proudly to his wife, adding that “everybody 
was most astonished that the quartet is 13½ years old.” Op. 3 was fi rst performed on April 24, 
1911, between two major events in Berg’s life: the death of Mahler (1860-1911), one of his idols, 
a few days before, and his marriage to Helene Nahowski about a week later. Berg’s Op. 3 is 
dense and marked with numerous expressions in German. The piece is in two movements, 
Langsam, and Mässige Viertel (Slow, and Measured), a departure from the traditional 
four-movement form. With the lushness of the textures and dramatic climaxes, I wouldn’t 
describe it as disconnected from the romantic tradition; it does play with the boundary between 
tonality and atonality. The Quartet is carefully constructed, with engaging melodies and 
moments of rest, and its intensity is based on a few short rhythmic and melodic motives that 
are stated and restated, varied, elaborated, and combined in a perfect example of what 
Schoenberg later called “developing variation.” The absence of traditional key relationships 
and other tonal landmarks basically goes unnoticed. The two movements contrast sharply 
in form and character: the fi rst is lyrical and contemplative; the second extraverted and 
animated; recurring patterns provide a unifying eff ect. The second violin plays the opening theme 
followed by a slower answer in the viola and cello. The tender second subject is introduced by 
the fi rst violin. These two motives are the foundation for the entire quartet. The second and fi nal 
movement is in rondo form, with fi ve repeats of the theme separated by four contrasting 
episodes. However, each repeat is not an exact restatement, but rather a liberal modifi cation. 
Near the end of the movement, Berg brings back the fi rst movement’s opening subject. Although 
the music is without a key signature, implying no tonal center, it is rare that we do not feel, at 
least vaguely, as if we are in a certain key. Brilliant. Following the Salzburg performance, the 
work was immediately picked up by a publisher and championed by string quartets all over 
Europe. It is a fascinating journey for both the performers and the audience. It was Berg’s fi rst 
great success.
Quartet in D Major for Flute and Strings, K. 285 (1777) 
WOLFGANG AMAEUS MOZART [1756-1791] 
[Duration: ca. 15 minutes] 
“Because of Mozart, it’s all over after seven.” [Playwright Wendy Wasserstein (1950-2006)] 
   In the year 1777 Mozart’s increasing displeasure with his situation in Salzburg led him to 
formally request a release from his court position. At age 21, Mozart felt restricted as 
concertmaster and organist, due partly to the fact that the court’s musical activities suff ered 
from fi nancial diffi  culties. Later in the year, the Archbishop Colloredo, after initially refusing, 
dismissed Mozart from his post. Consequently, Mozart embarked on a lengthy journey, with his 
mother, who was not physically well at the time, hoping to advance his career and obtain a court 
position worthy of his exceptional abilities. This marked the fi rst time that Mozart had been 
separated from his father and the numerous and lengthy letters exchanged are an inestimable 
source regarding their relationship and a glimpse of Mozart’s musical growth. Mozart and his 
mother spent a few weeks in Munich where he off ered his services to the elector, however, 
Mozart was politely, and inconceivably, refused. Next stop was Augsburg where he spent a few 
weeks with his relatives and began a special friendship with his cousin Maria Anna Thekla. Many 
somewhat indecent letters, fi lled also with Mozart’s immature humor, resulted from this 
association. Finally, they reach Mannheim, one of the most important musical centers of the 
time. Mozart, who never struggled with the restrictions of shyness, made his desire for a court 
position quite clear. Unfortunately, after an extended period, which off ered him false hope, 
Mozart was again disappointed. Since it was a bad time for travel, he remained in Mannheim 
for a while, involving himself with teaching and music making. It was during these few 
“Mannheim months” that Mozart composed some fl ute music for Ferdinand de Jean (1731-1797, 
a Dutchman and wealthy amateur fl utist). J.B. Wendling, fl utist and friend of Mozart, was 
responsible for securing the commission from de Jean to write three fl ute concertos and a group 
of four fl ute quartets (the fourth quartet may have been conceived independently from the de 
Jean quartets). Mozart often found it diffi  cult to pay unconditional homage to his patrons, de 
Jean no exception, and was slow in completing this commission. A poetic excerpt from Mozart to 
his mother at Mannheim (while on a brief journey) is a wonderful example of his sarcastic wit 
and charming arrogance: 
 “Wendling no doubt is in a rage 
 That I haven’t composed a single page; 
 But when I cross the Rhine once more, 
 I’ll surely dash home through the door 
 And, lest he call me mean and petty, 
 I’ll fi nish off  his four quartetti. 
 The concerto for Paris I’ll keep, ‘tis more fi tting. 
 I’ll scribble it there some day when I’m __.” 
   Mozart’s candid disapproval for the fl ute is not refl ected in his music for the instrument. 
Perhaps he was merely reacting to the pressure he endured in Mannheim, both from the diffi  cult 
conditions and his father’s incessant demands. A “professed dislike” for the fl ute could serve as 
an excuse for not working. Again, we must not eliminate the possibility that Mozart simply could 
not tolerate de Jean rather than the instrument. Mozart’s fl ute concertos and quartets mirror 
aff ection for the instrument that he verbally obscured and are valuable contributions to the wind 
repertoire. 
   The Flute Quartet in D Major is the longest quartet and the most richly elaborated of the group. 
The enthusiastic outer movements in D major are contrasted by the B-minor Adagio. The fi rst 
movement, in classical sonata form, is exuberant and melodically saturated. The fl ute leads the 
fi rst theme throughout and the second theme is introduced by the violin and viola before the 
fl ute repeats it. A brief development utilizes only the fi rst theme and a condensed recapitulation 
concludes with a bright coda. The second movement, a serenade, is a pleasurable diversion. The 
fl ute has a seamless, cantabile melody, supported by a pizzicato string accompaniment. The 
renowned musicologist Alfred Einstein referred to the second movement as “perhaps the most 
beautiful accompanied solo ever written for the fl ute.” This Adagio provides an introduction for 
the Finale, a high-spirited Rondo, which follows without pause. The theme is heard three times 
with contrasting episodes. The fl ute’s authority in the ensemble is indisputable. Mozart, keeping 
in mind his amateur patron’s abilities, cleverly mindful of the technical demands, but the fl utist is 
without question skillfully served.
Quartet in G Major for Strings, Op. 106/B192 (1895) 
ANTONÍN DVOŘÁK [1841-1904] 
[Duration: ca. 40 minutes] 
   To quote musicologist Michael Beckerman, a Czech music scholar: “Who was it that said, ‘We 
know what it is when you do not ask us, but when you ask us what it is, we cannot say?’ This is certainly 
true of the concept of Czech music. At fi rst glance it seems to be solid, stable and real; a reasonable 
collection of chants, folk songs and symphonic compositions written by such undeniably Czech 
characters as Smetana, Dvořák, Janáček and Martinů, among others. When we begin to probe Czech 
music for further evidence of solidarity, it begins to crumble a bit. Why should the category “Czech” 
include a composer like Martinů, who spent almost his entire compositional career abroad, and not 
Mahler, who was born and raised in Czech lands? Do Jews or Roma (Gypsies) ever get to be Czechs? 
How can we, or should we, trust a conception of Czech music developed by 19th-century 
nationalists and updated to its present form on the heels of the brutal expulsion of ethnic Germans from 
Czechoslovakia after World War II and under the cultural domination of the Soviet Union where it 
became entangled with Stalinist conceptions of denuded nationality?” [Abridged] 
“I have composed too much.” [Dvořák in a letter to Jean Sibelius (1865-1957)] 
